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statues, at the entrance to the Arsenal, but Knight's statement has no other foundation of fact.
The gateway of the Arsenal dates from 1460, and the winged lion and the statue representing Saint Giustina were placed above it to commemorate the naval victory of Lepanto in 1571. But it was not until 1682 that the stone balustrade enclosing the platform was constructed before the gateway. The eight figures stand on this balustrade. On the right is Neptune holding his trident, on the left is Mars, depicted as an archer, bow in hand, both statues being the signed work of Giovanni Comino, whose chief sculpture was executed between 1673 and 1692. The statue of the archer, Mars, did not exist in Shakespeare's time, and therefore no part of the Arsenal can possibly have derived its name from it in that period.
Moreover Knight's statement that the 'Sagittary' was the residence of the principal officers of the army and navy of the republic is incorrect. The principal officers of the Arsenal, three in number, were certainly compelled to reside within the Arsenal itself. A decree to this effect was enforced in 1442, and the three Patroni all' Arsenale were obliged to comply until 1486, when a modification was made'. These officers lived in certain houses set apart for them, known as the palazzi del Paradiso, del Purgatorio, and dell' Inferno. Such names are said to have originated from the fact that one was well exposed to the sun, whereas the other two were in proportionate degree cold, damp and cheerless.
Othello was not one of the Patroni all' Arsenale, so that his dwelling would not necessarily be in or near the Arsenal. Even if it were situated in the neighbourhood, the text shows clearly that, in the opening scenes which introduce the 'Sagittary,' he was not in his usual dwelling. The implication is undeniable that the scene, in which Roderigo leading the search party comes upon Iago and Othello, will be set in the 'Sagittary' itself. But it is obvious that Sabellico did not supply the version 'Sagittary,' for in his hands the name loses all its charm, and becomes a street like any other, in any town, an undistinguished 'Archer Street.' Shakespeare's handling of the name preserves all its Venetian character, and is a fitting counterpart of the reality, suggesting to those who know Venice that narrow romantic street, the atmosphere and very essence of the place.
When the 'Sagittary' is correctly interpreted, the first act of Othello bears still more truly the stamp of Venice.
No more grimly fitting street than the Frezzaria to welcome Desdemona after her flight with the Moor; no more darkly suitable setting in all Venice for the double-edged talk of Iago with Othello, for the hasty arrival of the torch-led messengers sent by the Senate, and for the bursting in of the angry father's search party tracking down his daughter. If Shakespeare never set foot in Venice, it is remarkable that he went to such lengths to produce a convincing and detailed picture of the city. For it is undeniable that, where Venice is concerned, he did trouble to paint in minute details, contrary to his usual custom. Othello is a striking instance. Giraldi Cinthio, in his version of the tale, supplies no details whatsoever of the town: yet the scenes of the play set in Venice are packed with local colour. Cyprus in comparison is a bare rock, with nothing to distinguish it from any other island. The simplest and most satisfactory explanation is that Shakespeare followed the normal process of drawing upon his own direct knowledge of the city to complete the picture.
Venice is She is naturally doing as Bassanio did, taking the speediest and most direct route to Venice. The burchiello was the most pleasant mode of conveyance from Padua to Venice, but not by any means the swiftest. So slow was the journey by this boat that it gave rise to a popular saying to indicate slowness: 'andar co la coriera e col burchiello.' Coryat left Padua by boat at seven in the morning and reached Venice at two in the afternoon, a journey of seven hours. Coronelli in his Viaggi notes that from Fusina to Padua, a distance of twenty miles, by coach takes four hours. From Venice to Fusina is only five miles, so that in case of urgency the whole distance could be covered in little more than five hours1.
It is inconceivable that Portia would go to Padua to take the boat down the Brenta, when a good highway ran alongside the stream, and her coach, which she declares is already waiting at the park gates, would take her right down to Lizza Fusina far more quickly. At Lizza Fusina, of necessity she must take the boat to cross the lagoon.
This argument holds wherever Belmont is situated. Certainly there is no justification for the supposition that, because of the similarity of names, Belmont is identical with the village of Montebello near Vicenza, for Shakespeare would find the word in his original, Ser Giovanni's tale, where it appears as Belmonte. On the contrary, most indications point to Belmont being situated somewhere on the bank of the river Brenta, which was navigable even by large vessels, though the journey would be longer than for a small boat which could cross the dam at Lizza Fusina by the carro. Thus Bassanio, who sets out by ship from Venice, could well arrive at the gates of Belmont in his vessel.
Moreover, if Portia's words are to be taken literally, and there seems every inducement to do so, Belmont is twenty miles from Venice (Act II, sc. iv, 84):
For we must measure twenty miles to-day. Fynes Moryson has left an even more detailed account.
Allowing for the five miles across the lagoon, this would place
In the spring of the yeere, 1594,.. .I began my journey to see Italy, and taking boat at the East gate of Paduoa, the same was drawne by horses along the River Brenta; and having shot two or three small bridges, and passed twenty miles, we came to the Village Lizzafusina, where there is a damme to stop the waters of Brenta, lest inprocesse of time, the passage being open, the Marshes on that side of Venice should be filled with sand or earth, and so a passage be made on firme ground to the City; which they are carefull to prevent, and not without just cause, having found safety in their Iles, when Italy was often overflowed by barbarous people. Besides, they say that this damme was made, lest this fresh-water should bee mingled with their salt waters; since all the Gentlemen of Venice fetch their fresh water by boats from thence, the poorer sort being content with Well water. Heere whiles our boat was drawne by an Instrument, out of the River Brenta, into the Marshes of Venice, wee the passengers refreshed ourselves with meat and wine, and according to the custome agreed upon the price of our meat before wee did eat it. Then we entred our boat againe, and passed five miles to Venice, upon the marshes thereof: and each man paied for his passage a lire, or twenty sols, and for a horse more than ordinary, that we might be drawne more swiftly from Paduoa to Lizzafusina, each man paid foure sols, but the ordinary passage is only sixteene sols. We might have had coaches, but since a boat passeth daily too and fro betweene these Cities, most men use this passage as most convenient. For the boat is covered with arched hatches, and there is very pleasant company, so a man beware to give no offence: for otherwise the Lumbards carry shirts of Male, and being armed as if they were in a Camp, are apt to revenge upon shamefull advantages. But commonly there is pleasant discourse, and the proverb saith, that the boat shall bee drowned, when it carries neither Monke, nor Student, nor Curtesan (they love them too well to call them whores) the passengers being for the most part of these kindes.
Coryat also, travelling to Venice not many years later, records the pleasant journey down the river Brenta, and adds:
When I came to the aforesaid Lucie Fesina, I saw Venice, and not before, which yeeldeth the most glorious and heavenly shew upon the water that ever any mortal eye beheld, such a shew as did even ravish me both with delight and admiration. This Lucie Fesina is at the uttermost point and edge of the lande, being five miles on this side Venice. There the fresh and salt water would meete and be confounded together. were it not kept asunder by a sluce that is made for the same purpose, over which sluce the Barkes that go forth and backe betwixt Padua and Venice are lifted up by a certain crane. At this Lucie Fesina I went out of my barke, and tooke a Gondola which brought me to Venice.
The anonymous author of the Itinerarium Italiae Totius, published in 1602, speaks of Lizza Fusina and the remarkable contrivance: 'Hic pulchro artificio navigatur non mari, sed terra.' In the Hercules Prodicius it is spoken of as a Machina Traductrixl, and it is alluded to in much the same terms by Andrea Scoto and Paul Hentzner in their Itineraries.
Later writers, however, have left still more detailed descriptions of the ingeniously built carro. Coronelli explains its construction. It consisted of two slipways built of wood and stone, two slopes down which sleds made of wood ran on a track into the water. The boat approached the foot of the slope, and the sled was fixed beneath it. The sled with the boat upon it was hauled to the top by means of ropes and pulleys suspended from a beam. The sled then ran down the corresponding slope on the other side; the boat was unfixed and proceeded on its way. There were two of these sleds, working side by side, one for the boats coming from Venice, one for those coming from Padua, the difference lying in the placing of the beams and consequent adjustment of haulage power. This carro was still in use in Shakespeare's time, for it was not finally done away with until 1614 or 1615, when it was supplanted by a system of locks. In the State Archives in Venice there are preserved documents relating to the Pesaro family, known as Pesaro del Carro, because of their ownership of the carro. They in 1514 had been granted the right of keeping the inn at Lizza Fusina, together with the toll for the crossing of the dam by the carro, and certain apparatus for the cleansing of wool. In 1612 the Pesaro family made an appeal to the Republic for compensation for loss of income owing to the disuse of the carro, a double loss, because not only were the tolls tor passage no longer forthcoming, but the inn was no longer frequented. They were awarded as indemnity the annual sum of 281 ducats, to be paid 'dal giorno che le barche comincerano a transitare per altro luogo che per il carro. ' It is noticeable that the word used for the crossing of the carro is transit, and in the official documents relating to Lizza Fusina the word transit constantly recurs. On March 28, 1444, the transit of Lizza Fusina was awarded to a certain Giacomo Barbusa, and again in November, 1455, the transit, together with the toll, was conceded to a certain Maestro Antonio Maria de Franzon Ingegneri. In 1469 and in 1479 mention is made of the transito di Lizafusina and in later years, for instance in 1485 and in 1489, there are records of the 'incanto del transito del canal di Lizafusina,' so also in the year 1500. Moreover, these documents all bear as heading the words 'transit of Lizza Fusinal. ' It is just possible that the true reading of tranect may be trancet for transit. Old forms of the word exist, such as trancyte. The letter C is freely interchanged with S in Elizabethan writings, for example recide for reside, in Othello, or ceaze, falce and sence in Shakespeare's Sonnets. Trancet for transit would be no more abnormal than lawnset for lancet. Such a reading might satisfy those commentators who reject the emendation to traject and believe that the passage contains some reference to the carro.
Though the word tranect must still be regarded as an unsolved problem, there seems to be no doubt whatsoever that the reference to the common ferry concerns the ferry at Lizza Fusina, and one fact stands out clearly. Shakespeare, by his very allusion to the common ferry, falls into one particular group, namely the group of travellers to Venice, for it is only amongst records left by travellers to Venice that any mention of the ferry at that remote village is found.
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